-jah.
example 1. (continued ) 03.Harris_pp521-558 12/15/05 10:05 AM Page 524 harris only that Handel's compositional practice equally captures "the expressive potential of silence," but that specific precursors to Handel's usage point to a still longer time frame for the practice of silence in music. Antecedents for Handel's use of musical silence include two traditions that were of particular importance to his stylistic development: the madrigal, which provides the most important precedent in vocal music for the idea of word-painting to depict silence, and Corelli's trio sonatas, which offer, I believe, Handel's immediate model for a codified system of notated silences. By focusing on these two specific traditions, I do not mean to imply that they represent the only or earliest examples of musical silence before the 18th century. A comprehensive study of notated silence would need to consider music of the Renaissance in which silence may be used to demarcate sections or important text phrases, as for example in "Quam pulchra es" by John Dunstable (d. 1453), where a preceding measure of silence sets off the entrance of the beloved's voice, or "Ave Maria . . . virgo serena" by Josquin des Prez (d. 1521), where long silences before and after the final petition to the Virgin ("O mater dei") have the effect of putting this concluding, homophonic address in neon lights. An instance of silence as a form of word-painting from as early as the 14th century may be found in the ballade "Armes, amours/O flour" written by Eustache Deschamps and composed by F[ranciscus?] Andrieu on the death of Guillaume Machaut in 1377. Its refrain ends with the text "la mort MACHAUT, le noble retorique," and after the word "mort" (death), and again after the name of the composer, silence slices through the four-part system to depict the loss of Machaut's voice, of his noble rhetoric (Ex. 2). Notwithstanding my emphasis on the madrigal school and Corelli, it is also not the case that silence is absent in other repertoires of the 17th century. In particular, opera played a significant role in the exploration of silence as an expressive device, as in Monteverdi's famously fragmented setting of Octavia's "Addio Roma" from L'incoronazione di Poppea (1642), "A-, a-, a-, addio Roma, a-, a-, addio patria, a-, amici, amici, addio," where each dash indicates a notated silence throughout the system. All these precedents variously influenced the developing idea of silence in music.
Nevertheless, despite Renaissance and earlier examples (such as the 14th-century lament for Machaut), a strong tradition of word-painting silences in music emerged only at the end of the 16th century with Italian madrigals whose settings might depict or imply a cessation of sound. "Sospirava il mio cor" by Carlo Gesualdo (c. 1560-1612), from his Third Book of Madrigals (1595), provides a good example: The verb "sigh" is broken with a rest (a musical sigh), the noun "sigh" is the journal of musicology harris followed with a short rest throughout the system, and the verb "expire" is followed with a longer rest (Ex. 3).
By the middle of the 17th century, silence also began to play an important role in the growth of an instrumental music independent not only of text but also of specific meanings based on function, such as a march or dance, and aimed at the same kind of emotional logic as vocal music. 4 A defining moment in the development of an expressive instrumental style came in the sonatas of Arcangelo Corelli (1653-1713), whose music was published, widely disseminated, and imitated, especially in England. Handel's access to Corelli was not limited to published music; he knew the composer personally in Rome in 1707. Corelli led the band at the houses of Handel's Roman patrons: Cardinals Pamphili and Ottoboni, and the Prince Ruspoli. He certainly played in the performances of Handel's Il trionfo del tempo ed il disinganno (1707) and La resurrezione (1708), and probably performed with Handel as well in a number of his cantatas. 5 Not surprisingly, Corelli's music indelibly influenced the younger German's style. Among many other important musical contributions, he was one of the first to include dramatic silences in instrumental compositions and was apparently the very first instrumental composer to use silence as a regular element of his style. 6 He employs silence in three distinctive and markedly different ways, each of which resonates with sound while bridging, suspending, or propelling the harmonic motion. Corelli's practice derives in large part, necessarily, from vocal traditions, and we can recognize vocal instances similar to Corelli's boundary, pre-cadential, and interruptive silences in the examples from Dunstable, Josquin, and Monteverdi mentioned above. More striking than the mere existence of such resemblances, however, is his systematic and non-textual incorporation of silence into the musical fabric.
Corelli uses silence to demarcate formal and harmonic boundaries. In his Trio Sonata op. 1 no. 6 (1683), for example, notated silence the journal of musicology separates the first section from the modulatory middle section and the middle section from the final section in the home key (Ex. 4). In typical fashion, both silences follow a cadence to a scale degree other than the tonic as they bridge a harmonic shift. In op. 1 no. 9 (1685), Corelli inserts pre-cadential silence between the dominant chord and a marked adagio passage leading to a temporary tonic or final tonic cadence (see Ex. 5). Such silences may sometimes signal a cadenza (similar to the designation adagio before a cadence in Handel's arias, where the orchestra inevitably drops out, clearly indicating a cadenza), but this performance practice in the trio sonatas cannot be assumed in all cases. In fact, performing the silence often seems the better solution, especially when the silence itself functions like a cadenza by suspension of the dominant as a long, anticipatory upbeat to a final, cadential phrase which leads to the tonic.
Corelli also incorporates "interruptive" silence, heightening the sense of retarded or impeded motion in an ongoing harmonic progression at the opening of slow-tempo movements. This occurs, for example, in op. 2 no. 7 (Ex. 6). the journal of musicology Two of Handel's earliest compositions from Italy (1707) demonstrate how he not only absorbed these separate vocal and instrumental traditions but significantly stretched and intensified them as part of his standard musical language. In the Salve regina, for example, Handel sets the word "suspiramus" in the madrigal tradition with rests between 03.Harris_pp521-558 12/15/05 10:05 AM Page 530 harris each syllable and then exaggerates the effect by repeating the third syllable (Ex. 7). In his Trio Sonata in F (HWV 392), Handel's pre-cadential silence does not simply introduce a pause before the final, cadential phrase, but cuts off the allegro without a cadence to the dominant-in "mid-word," as it were-before initiating a chromatic adagio pull to the tonic (Ex. 8). The abrupt interruption, in my view, precludes the possibility that the notated silence might indicate the addition of a cadenza. Rather, the rests instantaneously silence the runaway 16th notes, causing a sympathetic gasp from the auditor and permitting a more measured adagio to cap the movement. These two instances demonstrate clearly the young Handel's ability to adopt and expand a given musical practice. To ask how notated silence developed thereafter into an integral and distinctive part of his mature style demands a broader look at his compositional history.
Throughout his Italian period (1706-9) and for some years thereafter up to 1723, Handel composed more than 100 chamber cantatas, a significant part of his output during these years. The texts of the cantatas focus on love, usually unrequited or distant, with the depiction of the journal of musicology harris silence an essential attribute. In one cantata, for example, the singer describes the pain of Phyllis's "inconstant soul" until "his tears of grief welling up with sorrow, /he fainted exhausted, and in fainting was silent" (Fra pensieri ). In another the singer berates "inconstant Thyrsis," saying, "I am often betrayed, and I do not deny that I dislike the treachery, yet I am silent and forgive you" (Manca pur quanto sei). In one text the singer declares that since fatal destiny demands he keep his love silent, he vows to be "silent in suffering my death" (Se per fatal destino). In another, the singer cautions himself to be silent, saying that "to reveal my love is not allowed" (Stelle, perfide stelle). 7 Not surprisingly, given the frequent emphasis on silence in the texts, Handel's early cantatas provide a rhetorical lexicon of silence: words broken by rests (rhetorical "suspirato"), words followed by silence (rhetorical "abruptio"), and disjointed speech broken by silences (rhetorical "dissolutio"). 8 Handel breaks the words "tremoli" (quivering), "sospir" the journal of musicology harris or "sospirando" (sigh or sighing), and "inciampa" (stumbling) with rests, all of which can be explained by word-painting. In addition, however, he also breaks such words as "pain" (pena) or "lover" (vago) when emphasizing the emotional turmoil these things cause (see Ex. 9). Similarly, Handel not only follows such words as "death" (morte, moro, morir) and "stop" ( ferma, fermati ) with notated silence through the system, but he also uses rests to depict wrenching emotion in situations where the specific words themselves, such as "alone" (solo), "you" (tu), and "leave" (parto, partir), would not call for the depiction of silence except that speech itself has become impeded (see Ex. 10). 9 537 9 I am grateful to Massimo Ossi for sharing with me his paper "Monteverdi as Reader of Petrarch" before its forthcoming publication as part of the proceedings from a Petrarch conference at Duke Univ. in honor of the historian Ronald Witt in Journal of Medieval and Early Modern Studies, which clarified for me the use of rhetorical "dissolutio." Ossi discusses Monteverdi's use of "dissolutio" in his setting of "Vago augelletto" from the Eighth Book of Madrigals, Madrigali guerrieri et amorosi (1638). Disjointed speech ("parlar disgiunto"), which leads naturally to silences rhetorically and musically (often unrelated to the specific word that precedes it), is found frequently in the madrigals of Monteverdi's Eighth Book. It also underscores Monteverdi's setting of "Addio Roma," mentioned above. After 1710, Handel increasingly added longer interruptive silences in his musical settings, as becomes apparent in the cantatas he composed at that time in London. In some cases the introduction of silence seems to be signaled by a grammatical break, as occurs in the title aria of Ho fuggito ("I too suggests a natural pause in the voice, but Handel extends the silence throughout the score. The silences then begin to infect the speech of the singer at nongrammatical points, creating silent gaps in the setting after the words "bondage" and "bonds," as well as after the question each time it is repeated, until the singer can no longer say the phrase "I have returned into bondage" without breaking the line. This final silence, the longest in the aria, serves structurally as a pre-cadential cadence, but its specific placement, as I have previously argued, indicates "a deepseated difficulty with expression and a momentary inability to continue" (Ex. 11). 10 The power of silence in music lies in its irregularity-the absence of sound within a sounding structure. Hildebrand Jacob, writing in London in 1734, praises these silent interruptions in music for their potency, stating that A Break, or Pause in Poetry is sometimes more significant than any Thing, that might have been said; so in Music, a Rest in its proper Place has often a wonderful Effect, and from the Beauty of its Surprize, makes the Suspension of the Harmony itself agreeable. 11
Others, however, perceived only the rupture and irregularity, perhaps none so strongly as Handel's close friend and Hamburg colleague, Johann Mattheson.
In what is often described as the first extended example of music criticism, Mattheson in 1725 devoted 43 pages of his music journal Critica Musica to a discussion of a single work, a Saint John Passion, which according to Mattheson had been composed 20 to 30 years earlier by a composer he chooses not to name but whom he describes as famous. 12 As a result, the authorship of this composition remains very harris much contested to this day. 13 Originally attributed to Handel, it was for years excluded from the canon but is now being cautiously reconsidered. Luckily, the importance of Mattheson's analysis to this discussion lies in its identification of flaws and improprieties in the score rather than in the question of authorship. If the Passion was composed by Handel in 1704 in Hamburg, it would represent his earliest surviving major work, earlier than his first opera, Almira, completed late in the same year. If the work is not by Handel, it nonetheless represents the style of music he would likely have heard in Hamburg at that time. Mattheson excoriates the Passion for a host of reasons, mostly having to do with text-setting, including appropriate accentuation and expression, word and text repetition, and choice of texture and instrumentation. He also repeatedly blames the composer for incorrectly breaking the vocal line with rests (even though, since the accompaniment continues, no complete silences are thereby created). For example, he writes of word repetitions and line breaks in an arioso for Pilate, "Nehmet ihr ihn," that one can only imagine it the way the composer set it if one supposes that Pilate stutters or has something in his throat that prevents him from continuing ("Take ye him [break], take ye him and crucify him, and crucify him, for I find [break], for I find no fault in him, for I find [break], for I find no fault in him [break], for I find no fault in him"). 14 Mattheson deems that "such things are not musical." 15 He 541 13 Scholars have passed the work around like a hot potato, trying not to have the attribution of the heavily criticized composition stick to their guy. In addition to Handel, the St. John Passion has been attributed variously to, among others, Reinhard Keiser, Georg Philipp Telemann, Georg Böhm, Christian Ritter, or Mattheson himself, who is viewed on one hand as humbly criticizing his own early work while on the other hand having the temerity to refer to himself as a famous composer. Needless to say, there is an extensive literature. 14 "Nehmet ihr ihn hin und kreuziget ihn, denn ich finde keine Schuld an ihm." 15 In answer to the student's question about whether such use of rests can be justified, Mattheson answers: "Auf keine andre Weise, als wenn man supponiren wollte, complains of the opening aria for soprano (in the character of a penitent), "Unsre Bosheit," that although the rest following the word "Gerechte" (righteous one) is acceptable because there is a comma, the break should be shorter since the punctuation is not final. However, he judges that there is no excuse for the break after "Knechte" (soldiers'), which is no more than decorative "wallpaper" (Tapet), because "Knechte" is a possessive that must be followed immediately by its object 16 ("He feels our sins without number, He the holy one, the righteous one [comma], more than the evil soldiers' [break] flogging and scourging"). 17 In an accompagnato for Jesus, "Du hättest keine Macht," Mattheson complains of one rest that cuts off the verb from the body of the sentence that there is no good reason thus to hinder understanding and leave the verb in the lurch 18 ("Thou couldst have no power against me, except it were from above [break] from above given thee"). 19 Handel's silences, as in the aria "Ho fuggito," increasingly cause exactly the kind of syntactical disjunction Mattheson rejected. Whereas early in Handel's career his silences often involved the depiction of a word, a grammatical pause, or an emotionally expressive text, his more mature music displays a perceptible shift away from simple word-based (madrigalistic) and grammatical gestures toward intensifying rhetorical silences. A fine example occurs in the cantata Siete rose, composed about the same time as Ho fuggito. Handel sets the title aria with multiple breaks in the vocal line of the A section in this da capo design ("You are 542 Pilatus hätte gestottert, oder, es wäre ihm eben etwas in den Hals gekommen, da durch er verhindert worden, weiter zu reden. Diese Dinge aber sind nicht musicalisch" (24). 16 The student asks Mattheson about the pauses after "der Gerechte" and "Knechte." Mattheson responds: "Bey dem ersten stehet zwar ein comma." He distinguishes, however, between a "comma perfectum" and a "comma pendulum," the comma after "der Gerechte" being of the latter, shorter type: "ein comma pendulum aber höchstens nur mit einer kleinen Zwischen-Pause, z. E. mit einem Suspir, bemerket werden dürffe." He concludes that "this answers the first part of your question" (Dieses dienet zur Antwort auf den ersten Theil der Frage) and continues: "Bey dem andern, da das Wort, Knechte, aufs Tapet kömt, ist auch nicht einmal der Schatten einer Entschuldigung zu finden, warum daselbst abgebrochen werden sollte: denn es ist der genitivus, dem sein nominativus, falls er nicht vorhergegangen, unzertrennlich folgen muss" (16-17).
17

Unsre Bosheit ohne Zahl
Fühlt der Heiland, der Gerechte, Mehr als selbst der frechen Knechte Peitschenstreich' und Geisselqual. 18 The student asks whether he should not emulate the use of rests in this accompagnato, as he finds the setting of "von oben herab" very musical. Mattheson responds "In my opinion, absolutely not" and explains: "Solches ist lange nicht von der Wichtigkeit, dass man darüber dem Verstande zu nahe thue, und das verbum concludens im Stiche lasse" (26) .
19 "Du hättest keine Macht über mir, wenn sie dir nicht wäre von oben herab gegeben." harris roses [break] covered with dew [break] beautiful lips of my beloved [break] . . ."). In the B section these breaks expand into notated silences throughout the score ("Always dear [silence] whether laughing [silence] or talking [silence] or silent [break!] you set aflame [interrupted word followed by a break] you set aflame my heart"). Cases of ungrammatical fragmentation throughout the aria (separating modifier from subject and verb from object) depict the lover's bursts of happiness, each phrase its own frisson of delight, and Handel's decision not to set the word "silence" with silence emphasizes his increasingly text-based rather than word-based practice (Ex. 12). Such notated silences, most often in the manner of Corelli's three instrumental-rhetorical types, went on to become a hallmark of Handel's mature vocal style, playing a critical role in his settings of emotionally charged texts. Three examples will suffice to illustrate the growing similarity in Handel's approach to silence to Corelli's model.
Boundary silence finds a particularly graphic representation in the aria "Son confusa pastorella" from Handel's opera Poro (1731). Erissena, sister to King Poro and beloved of General Gandarte in Poro's army, has unwittingly revealed secrets and spread false information that puts both her brother and her beloved in danger. Left alone, she exclaims that she is lost and overwhelmed. Her aria expands on this feeling as she describes herself as a confused shepherdess lost in a dark wood, where the slightest noise terrifies her and makes her turn pale. 20 In the conventional da capo pattern with two complete settings of the first stanza in the A section, one would usually expect the first setting in major key arias to cadence in the dominant prior to a short ritornello and an eventual return to the tonic in the course of the second setting. 21 In "Son confusa pastorella," there is at first no musical indication of any but the typical pattern. Handel begins the aria with a drone bass and a pleasant melody in triple time, thereby setting up the pastoral image of simplicity. But the music soon begins wandering harmonically and rhythmically through unexpected and complicated byways, illustrating the plight of the shepherdess, and Handel concludes harris the first setting of the opening stanza in an unusually distant region, the minor subdominant. Here the music simply stops. Only after a long pause does the second setting start up again in the home key (Ex. 13).
In addition to offering an especially expressive use of Corelli's boundary silence, the example from "Son confusa pastorella" adds to Handel's depiction of the text's metaphor. Just as the knotty harmony and rhythm of the preceding passage graphically depict the physical difficulty of finding one's way, the silence, in my view, illustrates that Erissena's terror has momentarily frozen her ability to speak (or think) and offers a clear stage picture of the theatrical moment as the confused and lost "shepherdess" stops dead, needing to pull herself together before setting out bravely once again. By painting a physical pause implied yet not described in the text, Handel moves beyond the use of formal boundary silence to dramatic expression.
Pre-cadential silence, used to such good effect in the cantata Ho fuggito and later in the "Hallelujah Chorus," became a standard gesture in Handel's vocal music, and as these two examples indicate, the technique yields widely different emotional effects. The familiar "Where'er you walk" from Semele (1744) offers another case in point. In this aria, Jupiter overtly describes the Arcadian pastoral landscape he has created in order to divert Semele in his absence. In a deeper, emotional sense, however, he also expresses his own intense feelings of love for her, so that it is ultimately unclear whether Jupiter has consciously and deliberately created an artificial paradise or whether his own powerful attraction has sparked his imagination to view all of nature gathering to Semele's side: "Wher'er you walk, cool gales shall fan the glade; trees where you sit, shall crowd into a shade." In the A section of this da capo aria, Jupiter sings the phrase "trees, where you sit, shall crowd into a shade" four times. The last time, just before the close of the section, he stops on the dominant after the first half of the phrase, ending on the word "sit." As the score falls into an anticipatory silence, Jupiter, the way I imagine it, loses himself in the image of his beloved. Only after two and a half marked beats of rest at the Largo tempo can he pick up the thread and finish the sentence, cadencing to the tonic. It is worth noting that the pause not only suspends the dominant into a seemingly timeless chasm but also interrupts the sentence between the subject "trees" and the verb "shall form," just the kind of ungrammatical pause that so exercised Mattheson. Unfortunately, performers often shy away from such silences, either shortening them or eliding them with a cadenza. In this case, adding a cadenza is particularly odd, as it would come on the word "sit"; but making either adjustment to the composed pre-cadential silence of this aria would, in my view, diminish if not destroy the effect of Jupiter being struck dumb with love (Ex. 14). harris is, may receive, perhaps some improvement from what I am now going to mention. . . . Your chief mistake is a want of attention to the proper stops and pauses: which, however inconsiderable it may seem, is a gross neglect, and would hardly be excused in a reader of ordinary judgment." He concludes a long list of alleged errors with a rule that will prevent future errors: "Never disjoin the verb from the accusative case, or from the concluding members of the sentence which it governs." 22 Another writer offers exactly such an example of an "injudicious" pause in the line "I think it was to See-My Mother's Wedding," to which Garrick responds tellingly by distinguishing between a "stop" and a "suspension." I certainly never stop there, (that is close the sense) but I as certainly suspend my voice, by which your ear must know that the sense is suspended too; for Hamlet's grief causes the break, and with a sigh he finishes the Sentence-"my mother's Wedding." I really could not from my feelings act it otherwise. 23 As Handel's music for England, beginning with his cantatas, specifically notates the kinds of pauses that Garrick would later insert as a matter of performing practice to increase the tension and emotional impact of his characterizations, the question may be asked whether Handel's music might have been an influence. Handel was a (if not the) dominant figure in London theater when Garrick was starting out, and in time the two men frequently performed in opposition to one another at competing houses, both in London and in Dublin. In later years the playwright Richard Brinsley Sheridan (1751-1816) frequently included references to Handel (and Handel's music) in his plays. In an early play, he had a character (in the role of a theater producer) quip that offstage gunshots were inspired by a "hint I took from Handel." 24 Although Handel's use of the large artillery kettledrums from the Tower of London was sometimes equated with gunfire, 25 Sheridan's claim of influence was clearly tongue in cheek. Even a facetious declaration, harris Whereas Demosthenes adding to a continued Vein of Grandeur and to magnificence of Diction . . . such lively Strokes of Passion, such Copiousness of Words, such Address, and such Rapidity of Speech; and, what is his Masterpiece, such Force and Vehemence, as the greatest Writers besides durst never aspire to; being, I say, abundantly furnished with all these divine (it would be Sin to call them human) Abilities, he excels all before him in the Beauties which are really his own; and to atone for Deficiencies in those he has not, overthrows all Opponents with the irresistible Force, and the glittering Blaze, of his Lightning. 31
Indeed, it is probably no coincidence that Charles Avison's description of Handel from 1753 closely parallels this exact passage from Longinus :
Mr. Handel is, in Music, what his own DRYDEN was in poetry; nervous, exalted, and harmonious; but voluminous, and, consequently, not always correct. Their abilities equal to every thing; their execution frequently inferior…so both their characters will devolve to latest posterity, not as models of perfection, yet [as] glorious examples of those amazing Powers that actuate the human soul. 32
Handel's introduction of expressive silences into his music contributed significantly, I believe, to his identification with the sublime. His practice grew from multiple roots. His earliest music incorporated descriptive silence based on a vocal tradition of depicting words related to silence with silent pauses, and increasingly he allowed for grammatical breaks in his vocal line. In addition, as I have previously suggested, the cantatas formed a bridge to the consideration of musical silence as expressive rather than semantic or grammatical. Further, as I propose here, Handel's management of this shift can be linked to his transference of rhetorical silences in instrumental music (back) into a vocal idiom. In particular, his mature practice closely parallels the systematic, threefold use of silence by Arcangelo Corelli. The extended silence in "Son confusa pastorella" comes at the boundary between the two settings of the first stanza of the aria following a cadence in a subsidiary key; the silence at the end of "Where'er you walk," creating a suspension of the dominant, functions structurally as a pre-cadential silence while simultaneously expressing the depth of Jupiter's passion; and the fragmentation at the opening of "Happy they," which graphically depicts Iphis's struggle for emotional control, adheres to the pattern of interruptive pauses at the opening of Corelli's slow-tempo movements. 
